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ABSTRACT

I grew up on a farm in Northeast Kansas, under a big sky that had open views of the
fields, pastures, and farmsteads. During that upbringing I learned about hard labor as well as
work ethic, and what it took to survive in an often harsh and unforgiving environment. It is these
experiences from my formative years, in that environment, where most of the driving force
behind my artwork is derived.
The work materializes as objects and narratives in sculptural manifestations. The themes
range from domestic activities taught to me by the women in my life, to the hands-on, “dirty”
farm chores learned from my father’s work ethic, intertwined with some childhood pastimes. The
result becomes the creation of objects, collections and viewer experiences that reflect my early
years in Kansas. Frequently these ideas overlap with gender specific narratives that humorously
embellish on the truth. I use a variety of materials and processes including cast iron, fabric,
found objects and installation to realize my concepts and generate curious contradictions within
the work.
This thesis exhibition seeks to give permanence to memory while providing viewers with
the opportunity to relate moments from my life to theirs’. Throughout the exhibition, I hope to
evoke a sense of nostalgia that creates a relationship with the viewer. Whether the viewer finds it
through commonalities from their own childhood or feels a connection that causes them to long
for a more familiar place, the viewer is invited to join me on a journey back home. After all,
there is no place like home!
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THERE’S NO PLACE LIKE HOME

The use of themes and objects in this thesis work, some of which are derived from the
1939 classic film The Wizard of Oz, allude to a journey far away from home and then back again.
The decision to name this thesis exhibition after the well-known line from the film, in which
Dorothy clicks her heels three times to return to her native Kansas, is multifaceted. The use of
There’s No Place Like Home as the title is intended to trigger a memory for the viewer, which
introduces the scenes and story line of the film, thus hinting at the adventure that awaits him or
her in the gallery space. In addition, this title serves to highlight some of the objects in the
exhibition, which are inspired by objects from the film. There’s No Place Like Home also refers
to a longing for a familiar place, where one feels at home, whether it is in Kansas, Mississippi, or
somewhere over the rainbow. All of these concepts work together with the intent of setting the
scene for a literal and psychological journey, where one seeks to find something greater. Like
Dorothy, the artist sets out in pursuit of utopia and adventure, only to come to the realization that
what her heart desires and the answers to her questions have always lived in her own “backyard,”
and come from an influential upbringing.
For some viewers, the only reference for Kansas they may have is what is depicted in the
opening scenes of The Wizard of Oz: a bleak and sparse landscape that can change into a
terrifying environment in a blink of an eye. While there is some truth in this portrayal of Kansas,
a certain beauty permeates these harsh surroundings and can most often be identified by the
imprint it makes on a native individual’s character. It takes brains, courage, and heart to survive
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on a farm and it doesn’t just come from working the land. It also comes from having a “never say
die” work ethic and an unwavering will to survive regardless of the environment. In a rural
community, one is often embraced by a positive and encouraging group of people, much like the
friends that join Dorothy along the yellow brick road. This family can be composed of not only
relatives, but neighbors as well, all striving for the same goal of survival.
Survival takes constant effort on a farm in order to make the whole property function and
be successful. It requires the help of every member of a family. Women are regularly called upon
to complete tasks that are commonly considered uncharacteristic for a female, yet are vital in
order to sustain the farm and the home. The chores on the farm are dirty, physically demanding,
and some work is regularly unpleasant. As a result this environment requires that a person find
pleasure and amusement in the simple things in order to get through the daily grind.
The adventure seeking artist who materialized from this upbringing, who also drew
inspiration from The Wizard of Oz, is a sculptor who now creates objects and transforms spaces,
which function as elemental parts of a personal narrative, in order to generate a more complex
relationship with the viewer. The culmination of these elements, combined with visual and moral
themes from The Wizard of Oz, results in a body of work that presents humorous contradictions
to the viewer. These contradictions are offered through narratives that employ comedic
representations of the truth, which occasionally incorporate gender role commentary.
There’s No Place Like Home presents a “salt of the earth,” Midwestern farm home, full
of objects and narratives that are common in the countryside of Kansas. It is not an exhibition
meant to poke fun at stereotypes; rather it is a celebration of the things that make a rural Kansan
proud to be a rural Kansan. It is also not meant to exclude the viewer, but is intended to draw the
viewer in and become a part of the Kansas experience presented to them. The aim of this
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experience is for the viewer to establish an appreciation for the wonder and whimsy of rural
methods of existence in Kansas, as well as establish a relationship with the artist. By joining in
the journey, they are invited to discover why the artist feels there really is “no place like home.”
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WHAT MAKES A HOUSE A HOME?

The definition of a “house” is a domestic space where a person finds shelter. I find this
description to be cold and sterile, only offering the bare minimum of characteristics to identify a
person’s place of origin. My upbringing left me with a much different impression. Home was a
place where memory, story telling, daily activities and special events defined what made a house
a home. These memories and events are carried through time by way of objects and places, and
are inevitably passed down from generation to generation.
My heritage has left me with a connection to a place that I am very proud of and that I am
also very passionate about. Sharing my experiences with a willing audience is a way for me to
pass on narratives and memories from home. Typically working in the sculptural medium to
develop these concepts of personal narrative and home, I chose to push my artwork in a direction
that creates an experience for the viewer beyond simply looking at artwork in a gallery. By
physically engaging the viewer through sight, sound, scent, and touch, the viewer is invited to
develop a deeper connection with the work.
While traveling abroad in the summer of 2014, I had the opportunity to experience an
installation, as a part of the larger body of work titled Biography, by the artists Michael
Elmgreen and Ingar Dragset at the Astrup Fearnley Museum in Oslo, Norway. The duo had
taken one room of the museum and transformed it into a nightclub scene, complete with low
lights and strobes, club music, empty beer bottles, and the smell of stale beer. The encounter was
uncanny, and made me feel as if I left the museum galleries for an actual bar on a side street of
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Oslo. The work produced a greater emotional and physical response within me, creating a deeper
relationship with the artists and the artwork. I found it fascinating that an installation could be so
powerful as to have such an effect on a viewer. This intriguing experience combined with
challenges in an installation assignment completed in an earlier semester of graduate school,
finally brought me to the conclusion that my thesis exhibition could have a much greater impact
on the viewer through the use of installation concepts that activate all of the senses.
By transforming the gallery into a space that more closely resembles a “home,” I want to
generate a feeling of longing for a place that feels familiar, comfortable, and welcoming. Even if
this experience is not reminiscent of the viewers’ actual home, or an exact replica of my own,
there are objects within the space that act as signifiers which suggest a “home” and aim to
produce more nostalgic feelings. Common spaces of the home, such as a bedroom or the kitchen
[PLATE 8 and 16], are replicated without bringing every last piece of furniture into the space.
After the scene of a home is set, I then give the viewer an opportunity to add his or her own
narrative to the space. While I may present the viewer with my own personal anecdotes, the
upbringing, past experiences, and ideas that the viewer has about their own home will ultimately
affect what they take away individually from the space.
However, this installation and body of work would not have the same impact if I simply
invited people into my own house. A “home” existing in a formal gallery can be considered a
humorous contradiction that has the potential to elevate the physical space and objects of
domesticity to a higher level of investigation. This can momentarily transport the viewer to
another place and time. By creating this “home” in the gallery, I have the opportunity to direct
the viewers’ interaction with the objects and spaces, even without my presence. A guest would
not commonly just walk into someone’s house and explore without the owner being there. Nor
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would they snoop in cabinets or peek behind closed doors. By placing the “home” in a gallery,
the viewer is invited to examine and investigate all of the spaces presented to them freely
[PLATE 1].
The decision to include or exclude certain objects in this “no holds barred” installation is
a very conscious one. Matthew Barney says “an object has the ability to hold a lot of meaning,”
(Reiman, 32) and as a creator, I expand on this meaning and have the ability to give it a new or
different context in which to exist. Specific objects and spaces are chosen for their qualities as
indicators such as representing a certain time period, or the wear and tear of everyday touch and
human existence, or by hinting at an important activity in the house or on the farm [PLATE 11
and 31]. Others are chosen for their potential to produce a humorous response, display gender
blending, and peculiar contradictions [PLATE 13]. Some of these objects include particular
articles of clothing, bathtubs and rubber ducks, and pie plates [PLATE 3, 11, and 19].
Through the manipulation and alteration of the objects and spaces I apply new and unique
characteristics to them. These characteristics encompass the rural, the farm, the home, the craft
world, and the common place that I wish to expose for the viewer [PLATE 19 and 23]. The
viewer has the opportunity to establish a connection with the art objects through their alteration
while establishing a relationship with the space. This is designed so that the viewer might
experience a greater physical and emotional response, as well as create a relationship with the
artist through the indicators that resonate common associations with what makes a house a
“home.” I invite the viewer to contemplate the everyday and craft existence within the art world,
and then take away an awareness of the way agricultural families function.
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OPPOSITES ATTRACT

My personality is like a pendulum that can swing from one side to the other, or rest
comfortably in the middle when left alone. The opposite ends of my pendulum include quite and
serious moments that then can sway to humorous and laughable tendencies as well as frilly
girlish impulses and tomboyish habits. When combined, these elements make for a complex yet
oddly balanced personal identity that I choose to share with the viewer through my artwork by
way of multiple methods of delivery.
Growing up on a farm, humor was a common way of dealing with hardship, and I often
turned ordinary tasks into something more fun and enjoyable. By creating with a humorous
approach I am able to sustain an element of my experiences in my current work while evoking a
chuckle from the viewer or arousing their curiosity when the sculpture and space is encountered.
This humor is not intended to be crude or vulgar, nor a mockery of a way of life, but rather visual
puns aimed at celebrating a rural method of existence [PLATE 24].
My intent in using contradictions, which are naturally present in my personality, is to
produce an unusual response in the viewer. The aim of generating this particular response is to
draw the viewer in for a closer inspection of a sculpture or space, causing them to approach
something mundane with renewed interest and seek out the rest of the story [PLATE 28].
The comedy in the work often comes from the modifications I make to an object or
space, which contradict functionality or commonly associated characteristics [PLATE 6 and 13].
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Other times the humor is delivered in the title of the work or through an inventive spin on well
known themes from The Wizard of Oz and popular culture [PLATE 28, 29, and 30]. Humor also
exists in personal anecdotes, which celebrate people of short stature and child-like playfulness in
some of the work in the exhibition [PLATE 1 and 14]. The humor within a piece is occasionally
delivered through the merging of gender imagery within traditionally male or female associated
objects and ideas [PLATE 3 and 25]. The visual fusion of gender that occurs in my work is a
direct product of the way I was raised and came out of necessity. I was involved in all aspects of
the farm industry and domestic spaces when I was growing up. Helping in the house and out on
the farm was required for the farm to survive and was expected from everyone in order to
become a well-rounded adult. I now use this gender balance as another method to deliver
amusement to the viewer. By combining objects that traditionally exist on opposite ends of the
gender spectrum, such as masculine work boots with a glittery and girly touch, or a model truck
covered in glitter and flocking, I can create an object that is intended to be read as absurd and
embodies a tomboy nature [PLATE 5 and 14].
The duality of contrasting elements existing in the same space can readily present
qualities of humor, amusement, and intrigue. I am able to take advantage of these qualities and
shape them to fit my representations of personal narrative and identity. Through the manipulation
of objects, titles, and gender narratives, I can cause the opposite ends of my personality
pendulum to attract and create cohesive artworks that serve to expose the viewer to new ideas
surrounding the commonplace in the home.
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DESCRIPTIVE ANALYSIS

9

Welcome: Gallery Entrance

As the viewer approaches the gallery entrance, they are immediately immersed in a
sensory experience. Should they choose to go inside, they must physically touch the rusty handle
of a screen door, reaching just a bit further than usual, as the handle is set lower than average.
This is designed to humorously reference the short stature of one of the inhabitants as discussed
in the chapter on humor. Next their ears are assailed with the screech of a creaky hinge and the
fresh clean smell of a laundry room begins to enter their nose. The viewer must then pass
through a clothesline strung with clean laundry and finds themselves in a room that is
reminiscent of a washroom or mudroom.
The first sensory experiences of a space are crucial to the viewer. The encounters in this
space are intended to foreshadow what is to come in the gallery and then set the viewer up for an
experience, which is not the norm for a traditional gallery space. The goal of this encounter is to
expedite the transition of the viewer into a “home” and to draw attention to a less visited
domestic room. This room, in a rural home, is often the initial stop of its inhabitants. It is used to
shed the first layer of dirt from a days work, and often sets the stage for a country home.
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Welcome: Gallery Entrance
installation: various materials
81” x 34”

[PLATE 1]

11

Washroom

Several objects are included in the first room of the gallery, which transform the space
into a washroom setting. These objects include an ironing board and sad iron, a freshly pressed
dress hanging on a dress-form, a clothesline strung with clothes that suggest both male and
female company in the home, and muddy work boots [PLATE 5]. These items also imply
various generational inhabitants and time periods within the home.
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Washroom
installation: various materials
15’ x 12’

[PLATE 2]
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Fancy Jeans and Skoal Rings

Chewing tobacco is an unsightly habit for anyone who partakes. However, when a
woman chews tobacco it is an extremely contradicting characteristic for her to possess as a
female. In Fancy Jeans and Skoal Rings, this contradiction is designed to be humorous as the
viewer is not actually present during the act of “dipping and spitting,” but rather just given a
reference to the habit through an extraordinarily bedazzled pair of woman’s denim jeans. The
expected response is still one of slight aversion, with an additional chuckle at the absurdity of
rhinestone jeans, which bear a circular wear pattern on the pocket that suggests the copious
addiction.
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Fancy Jeans and Skoal Rings
denim, rhinestones, chewing tobacco can, “Skoal ring”
woman’s size 4 pants

[PLATE 3]
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Fancy Jeans and Skoal Rings (detail)
denim, rhinestones, chewing tobacco can, “Skoal ring”
woman’s size 4 pants

[PLATE 4]

16

Ruby Red Steel Toe Boots

Dorothy’s ruby red slippers, an unmistakable icon from the movie The Wizard of Oz, are
saturated with the belief that the wearer has the power to do anything her heart desires. Often
times this same belief exists in a woman’s pair of work boots, as the wearer is typically involved
in tasks that are traditionally uncharacteristic of a female. The wearer is seen as rough around the
edges with boots that often become scuffed, marred, and their steel toes exposed. However, the
woman wearing the boots feels empowered with each new scar, tracing them back to a job well
done. This woman believes that she can do anything she puts her mind to, especially when
stomping about in her steel toes.
The decision to cover a pair of steel toe work boots in red glitter to emulate the ruby red
slippers, amplifies this belief. This also serves to invoke the more feminine side of the tomboy
and is intended to produce hilarity at the thought of a woman in sparkly boots traipsing through
the dirt, which has been tracked into the gallery and is still present on the soles of the shoes.
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Ruby Red Steel Toe Boots
steel toe boots, glitter, dirt, adhesive
women’s size 7

[PLATE 5]
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Living Room

There are several rooms that are frequently standard in a home, one of which is the living
room. Typically in a rural home, the living room is a space for rest and relaxation from the day,
where the whole family gathers, often to watch the evening news. The living room installation
created in the gallery is similar in that it is designed to invite the viewer to “sit a spell,” relax,
and watch television. It is, however, comprised of an odd assortment of “furniture,” which is
more likely to belong on the front lawn. The decision to use straw as a rug and lawn chairs to
replace more comfortable armchairs, is to create amusement in the ridiculousness and
contradiction of these objects existing inside of a home. This is intended to draw the viewer in
for a closer look and to question the concepts of what objects can make a house a home.
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Living Room
installation: various materials
9’ x 9’

[PLATE 6]
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Rural Roading and Field Hopping

The video Rural Roading and Field Hopping resonates with the monochromatic opening
of the film The Wizard of Oz, with its “hot summer day” filter. Yet it sets a scene just a bit
different than those that are expressed in the beginning of the Oz film with more trees, thriving
fields, and many farmsteads. This video is intended to expose viewers to a more realistic
depiction of a Kansas landscape and give them an authentic Kansas experience. They are
exposed to actual Kansas roads and farmscapes in slightly muted color during the passage of the
video, and can amass a feeling for the setting in which the “home” they currently occupy actually
exists.
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Rural Roading and Field Hopping
digital media, wood, found objects
32” x 16” x 16”

[PLATE 7]
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Bedroom: Don’t Be Jumping on the Bed!!

The bedroom is another standard space that exists within a home. The most common use
of this room is for rest and recovery so that one may begin a new day with renewed energy. In
this particular space, the bed is suspended, similar to a porch swing or a rope swing in a barn loft,
which is intended to reference child-like playfulness. The quilt that embellishes this bed is set in
a pattern that illustrates an areal view of a family farm and the area that surrounds it. To the
viewer it is expected that the pattern reads as simply an areal map, the deeper connotations
reserved for the artist. The title, however, applies to all that experienced a childhood with
repeated scorning stressing the importance of “no jumping on the bed.” This also references
child-like playfulness that is repeated throughout the exhibition.
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Bedroom: Don’t Be Jumping on the Bed!!
cotton fabric, wood, hay, manila rope, found objects
60” x 80” x 32”

[PLATE 8]
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24/7/365

A common domestic object located in the bedroom is an alarm clock. It is used to signal
the beginning and end of the day with is persistent ringing or constant display of the late hour. In
a rural setting, especially on a farm, the day often does not coincide with the hours displayed on
a clock, rather the day is determined by the rising and the setting of the sun and may go well into
the dark of the night or start in the small hours of the morning. The hours of the day tend to blur
together, until just morning, afternoon, and evening exist, with sometimes short breaks for lunch
and dinner. A farmer’s work is never done and this piece is created to expose the long hours of
work a farmer puts in, day in and day out, year round.
The goal of 24/7/365 is to bring light to the immense work ethic of a farmer as well as
create interest in viewing, with the common parts of a clock removed and replaced with a farm
scene. The ringing mechanism on top of the clock is altered, with a small farmer dressed in
overalls standing in place of the mallet, symbolizing an older generation of farmer setting the
standards for the new crop of farmers. The background is meant to depict both a sunrise and a
sunset to emphasize the long hours and hard work put in on a farm.
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24/7/365
found objects, dirt, adhesive
4” x 4” x 4”

[PLATE 9]
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Bathroom

The bathroom is a vital element in creating the feeling of a home space within the gallery,
yet it is a less talked about place within a home. Nonetheless it is a necessity for human existence
and actually holds the potential for great story telling.
In this installation, only a reference to a sink and a bathtub are presented in the form of a
weathered washbasin with pitcher and a rusty stock tank, normally used to water livestock. The
stock tank “tub” appears to have been recently used, with dirt rings still remaining. The rings,
while perhaps producing a level of disgust in the viewer, tell a story of a days work well done,
the layers of dirt, grime, and often exhaustion stripped off to leave room for a feeling of
refreshment and contemplation. Two towels hang on the wall, with hand-embroidered
monograms, embellished in contrasting typefaces that imply a man and woman reside within the
space. The monogrammed towel is also a generational symbol and a suggestion of tradition.
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Bathroom (view 1)
installation: various materials
38” x 12” x 9.5”

[PLATE 10]
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Bathroom (view 2)
installation: various materials
4’ x 2’ x 6’

[PLATE 11]
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Bathroom (view 3)
installation: various materials
36” x 54”

[PLATE 12]

30

Rubber Duckie You’re the One, You Make Tetanus Much More Fun

A rubber duck is a common toy found in the bathroom used for “bath-time fun” by
children. Although a bath-time toy that doesn’t float, no longer offers the same enjoyment. The
fact that this rubber duck is not made of rubber, but cast iron instead and will not float is
intended to present comedic relief from the common ideas of a bathroom and produce a chuckle
in the viewer. Much of the humor established in this piece comes from the title and discreet
visual cues of rust beginning to show through the glossy painted surface.
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Rubber Duckie You’re the One, You Make Tetanus Much More Fun
cast iron, enamel paint
4” x 3” x 3.5”

[PLATE 13]
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Rainbow Ride with Dad

A truck on the farm can simply be a mode of transportation as well as a means to get
chores done. When that truck becomes imbued with memories of chasing cows through a field,
trips to the sale barn, or “rust outs” that cause the complete replacement of panels with no regard
to color, or intent to ever change their color, it becomes somewhat of a monument. Rainbow Ride
with Dad is a tribute to these memories, with the intent of allowing the viewer to generate their
own stories based upon the multicolored appearance of the truck. This piece is also designed to
spawn an investigation into gender norms, with the intricate construction of a model truck, an
activity usually pursued by boys and young men, combined with glitter, string, and flocking
which are items of traditionally feminine craft.
Within the installation, the truck is “parked” next to a stack of Lava soap in the bathroom,
ready for a wash after a day of “mudding” [PLATE 18]. Muddy tracks are visible on the wall and
floor leading up to the truck’s parking spot. The viewer may then notice that the muddy tire
tracks make a path through other rooms in the house and originate in Mud Pie in the kitchen. The
objective of the tracks is to guide the viewer through the rooms of the home as well as simulate
the way a child playing with a toy truck creates and imagines their own roads and stories with no
limits. This is to reiterate the playfulness and humor infused in the entirety of the installation, as
well as reference the presence of a younger generation in the home.
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Rainbow Ride with Dad
found objects, acrylic paint, flocking fibers, glitter, mixed media
4” x 3” x 12”

[PLATE 14]
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Rainbow Ride With Dad (detail)
found objects, acrylic paint, flocking fibers, glitter, mixed media
4” x 3” x 12”

[PLATE 15]
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Kitchen

The final component in a home is the kitchen, a space for the making of meals to sustain
existence and a place for a family to gather around the dinner table. The intention of this
installation is to allude to the kitchen and its companion rooms, such as the dinning room and
pantry, and comes complete with running water [PLATE 27] and the smell of fresh baked apple
pie. The sensory experience of this space permeates the gallery, in a similar way that the scents
and sounds of a kitchen filter through the rooms of a home.
The selection of furniture for this space, specifically the Hoosier cabinet that houses pies,
jars, and other objects, is a very carful decision. This cabinet is intended to reference early 20th
Century aesthetic, which suggests the presence of an older generation in the home and the
tradition of passing down objects and stories, much like the clock in the bedroom and towels in
the bathroom indicate the ideas of this generation and tradition [PLATE 9 and 12].
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Kitchen
installation: various materials
20’ x 15’

[PLATE 16]
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Preservation Collection

The Preservation Collection is a series of jars that are typically used for the preservation
of a summer garden harvest to feed a family during the winter months. Some of the jars are filled
with found items, collected objects, and living plants that speak of farm life in rural Kansas.
Other jars contain tiny scenes that are specific to the artist’s personal narrative while still
resonating with rural living and The Wizard of Oz. Each of the jars in the collection is significant,
and differs in individual detail, yet all enclose a memory, a place, or a story, perpetuated within
the confines of the glass.
These preservations are relocated from a dark and damp cellar, where canned food is
regularly forgotten, and brought into the light of the kitchen space with the intent of elevating
their existence to one of consideration and appreciation. Although the viewer may not understand
what the jars mean, the aim is to introduce them to this collection of memories and narratives so
that they may contemplate their importance to the artist.
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Preservation Collection
found objects, dirt, adhesive, mixed media, glass jars
3’ x 4’ x 6”

[PLATE 17]
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Mud Pie

A common activity of children is playing house, complete with serving play food to their
houseguests. In a rural setting, the “food” of choice is often what the children can find growing
in the yard or lying around the farm, including mud that is transformed through imagination into
steaks, cakes, and pies. Mud Pie is a representation of this “play-time cooking” and is served in a
customized cast iron pie plate, embellished with Kansas sunflowers and truck tires. This culinary
masterpiece is also garnished with tire ruts, presumably made by a toy truck, that hint at another
rural pastime, “mudding” [PLATE 14].
The contradiction of mud existing in a pie plate in the kitchen is intended to invite a
laugh from the viewer, as well as draw attention to these childhood and rural pastimes. Upon
further investigation, the viewer may also discover that this is the origin for the muddy tracks
that lead around the gallery space and point to the truck that made them.
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Mud Pie
cast iron, enamel paint, Kansas soil, adhesive, motor oil
9” x 9” x 2”

[PLATE 18]
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Cow Pie

Cow manure is frequently expelled in a round patty that already creates the perfect shape
for a pie and takes the work out of preparation for a quick and easy “meal” to serve to
houseguests. It also makes the perfect Frisbee for cow pie chucking competitions.
Much like Mud Pie [PLATE 18], this piece is designed to create contradiction in the
kitchen space and to encourage a chuckle from the viewer while simultaneously presenting them
with an aversion to poop in a pie plate. The humor in this piece is also delivered through the
cyclical narrative it possesses, manure being used as a fertilizer for growing plants that is later
eaten and expelled as manure again. The cow patty can be seen as a disgusting object, especially
when existing within a kitchen space. Yet the patty, crafted so well in its perfectly circular form,
alludes to the ability to find beauty and enjoyment in the simple things, which is often required
to survive in a rural setting.
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Cow Pie
aluminum pie plate, Kansas cow lot dirt and manure, adhesive
8” x 8” x 1”

[PLATE 19]
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Pie Plates

Three functional, cast iron pie plates are housed in the Hoosier cabinet and are designed
to reference childhood pastime as well as the generational domestic tradition of baking pies.
Each plate is embellished with a different design that suggests the type of pie to be baked in the
pan or tell a story from the artist’s personal narrative.
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Pie Plates: All American
cast iron, cherry pie
9” x 9” x 2”

[PLATE 20]
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Pie Plates: Awwwww Nuts!
cast iron, peanut butter pie
9” x 9” x 2”

[PLATE 21]
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Pie Plates: Grandma Would Probably Not Approve
cast iron, apple pie
9” x 9” x 2”

[PLATE 22]
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Can’t Bake Your Pie and Eat It Too

Can’t Bake Your Pie and Eat It Too is a pie made from craft pompoms and felt, with a
removable slice. The objective of this piece is to elevate craft based materials, generally used by
children to create artistic gems, to a platform of consideration in a fine art gallery. The title of
this piece and the removable slice references a popular English idiom which conveys the idea
that one should not want more than what they have, a common principle of thought circulated in
the rural setting. This pie is placed on a shelf under a window with the intent of creating a
classical reference to the ideas of home and a pie cooling on the windowsill, as popularly
depicted in cartoons and story books. This is aimed at resonating with the viewer and generating
ideas of home regardless of their upbringing.
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Can’t Bake Your Pie and Eat It Too
cast iron, craft pompoms, felt, thread
9” x 9” x 2”

[PLATE 23]
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Bacon and Eggs on Toast

As a child growing up on the farm, one is faced with the circle of life and a heightened
awareness of where food comes from. This consciousness is played upon in the piece Bacon and
Eggs on Toast, where representations of animals, stacked on slices of bread, are used in place of
bacon and eggs. The piece is cartoonish, the pig and chicken’s eyes wide in suspense at the
possible news of their tasty demise. However, this piece is not intended to be offensive, but a
humorous play on where food comes from and what it is made out of. It resonates the humor and
hilarity of other pieces in the exhibition, tying these themes into the kitchen space.
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Bacon and Eggs on Toast
cast iron, enamel paint
6.5” x 3” x 5”

[PLATE 24]
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Sac Up

A traditional pastime of housewives and women is the embroidery of old flour sacks to
make personalized towels for the kitchen. When paired with a sagging, feminine testament to
“truck nuts,” which are a masculine symbol of rough and toughness, this time-honored craft
creates a new dialogue about what it means to be a hardworking woman.
In this piece the viewer is at first faced with flour sacks amusingly suspended from
above, just barely skimming the floor, in the pantry section of the kitchen. The title alludes to the
practice of being told to “man-up” and meet the demands of a challenge. The title also references
male anatomy, that when paired with the feminine technique of embroidery, as well as the
domestic activity of cooking, creates an odd conversation about which jobs may require one to
“sac up.”
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Sac Up
cotton flour sacks, embroidery thread, found object, manila rope
27” x 15” x 15”

[PLATE 25]
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Sac Up (detail)
cotton flour sacks, embroidery thread, found object, manila rope
27” x 15” x 15”

[PLATE 26]
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Everything BUT the Kitchen Sink

Another familiar English idiom that references a set of objects or ideas that encompass
almost everything one can think of is the basis for this component in the kitchen installation
[PLATE 16]. Everything BUT the Kitchen Sink, however, takes a more literal approach to this
idiom using anything but a kitchen sink to create a sensory experience for the viewer, which
resonates with a sink in the kitchen. The faucet is constructed from a water hydrant, typically
found outdoors, and the basin is made from a weathered, galvanized bucket. These items used in
this manner are a continuation of the humorous contradiction that exists within the kitchen
installation, as well as throughout the entire exhibition.
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Everything BUT the Kitchen Sink
found objects, water
36” x 30” x 24”

[PLATE 27]
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Steakscape: Have You Guys Seen Gary?!

Another humorous play on where food comes from, similar to Bacon and Eggs on Toast
[PLATE 24], is the Steakscape: Have You Guys Seen Gary? Standing atop a T-bone steak are
three cows, two of which are oblivious to the world as they feed on a pile of grain. The third
cow, however, has become acutely aware that one of his own is missing and has a bad feeling
about where he has gone. The humor is delivered in this piece through the contradictive
landscape on which the cows stand, being cast from an actual T-bone steak, and the title of the
piece that suggests the steak on which the cows stand was once a friend of theirs.
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Steakscape: Have You Guys Seen Gary?!
cast iron T-bone steak, found objects, mixed media
3” x 7” x 8”

[PLATE 28]
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Steakscape: Chuck Wagon

In the days of cattle drives across the Great Plains, cowboys sought out sustenance from a
covered wagon, called the chuck wagon. The irony of the chuck wagon in this Steakscape is that
it exists on a cut of steak known as a chuck steak, intended to prompt another conversation about
where food comes from and what it is served out of. The little red covered wagon also touches
on childhood pastime and a personal narrative of loading plants and animals into the back of a
wagon and traversing the Great Plains of the great backyard during a summer time play date with
friends.
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Steakscape: Chuck Wagon
cast iron chuck steak, found object, mixed media
4” x 8” x 5”

[PLATE 29]
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Steakscape: The Grass is Always Greener

In this Steakscape the cast iron beef only serves as a landscape to build upon and to
rationalize the use of a fork as a component of that landscape. In The Wizard of Oz, Dorothy’s
quest for happiness takes her to the other side of the rainbow, a place depicted in color, the
flowers, trees, and plants emanating a surreal and lush beauty. Yet her desire is to find herself
back home, where the love of the people she knows is as green as the foliage in Oz.
In The Grass is Always Greener the green grass is placed on the side of the rainbow
where the house exists. The dull yellow grass, that reflects the monochromatic opening and
closing scenes from The Wizard of Oz, has been reserved for the other side of the rainbow. This
is to suggest that the ambition to seek new experiences and places may never be as satisfying and
refreshing as a return back home, but the journey is usually necessary. The rainbow, fashioned
from a curved fork, ties the scene in to the steak, while producing a hilarity that echoes
throughout the exhibition.
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Steakscape: The Grass is Always Greener
cast iron chuck steak, found object, mixed media
4” x 7” x 5”

[PLATE 30]
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There’s No Place Like Home

As discussed in What Makes a House a Home, the selection process for the furniture and
objects in this installation is a very conscious decision. Some items are selected to reference a
specific time period and the presence of a specific generation existing in the home, such as the
Hoosier cabinet in the kitchen [PLATE 16]. Other items are chosen for their distressed qualities,
signifying wear and tear from repeated use as well as conveying the vital rural idea of “use what
you have,” akin to the stock tank used as a bathtub [PLATE 11]. Objects, such as the screen door
at the entrance of the gallery and windows on the walls throughout, are expected to cement the
idea that the viewer is entering and roaming about in a domestic interior. In addition, the screen
door, as well as other items, such as the kitchen sink [PLATE 27] are used to create a full
sensory experience for the viewer, which includes sight, sound, scent, and touch. The
culmination of these objects, furniture pieces, and sensory experiences are intended to project the
concept of a “home” existing within a gallery space.
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There’s No Place Like Home (view 1)
installation: various materials
38’ X 28’

[PLATE 31]
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There’s No Place Like Home (view 2)
installation: various materials
38’ X 28’

[PLATE 32]
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There’s No Place Like Home (view 3)
installation: various materials
38’ X 28’

[PLATE 33]
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There’s No Place Like Home (view 4)
installation: various materials
38’ X 28’

[PLATE 34]
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CONCLUSION

I consider much of my artwork to be a vehicle for self-portraiture. Whether figurative or
symbolic, it is a way for me to give a viewer insight into my life and express an emotion or
experience through my own viewpoint. This is not intended to exclude the viewer, but rather to
invite them to join on an adventure with the artist, similar to Dorothy inviting those she met
along the yellow brick road to join her on her own journey.
I see the work in this thesis exhibition as a culmination of three years of research at The
University of Mississippi, as well as 27 years of inspiration and influence from the plains of
Kansas. There’s No Place Like Home employs a variety of mediums and processes, focusing on
installation and the greater effect transforming a space can have on viewer experience. This
exhibition centers on the concept of what makes a house a “home,” using humor conveyed
through contradiction, gender fusion, and personal narrative, to create curiosity in the work with
the hope that the interest of the viewer is peaked. This inquisitiveness combined with the total
gallery experience is designed to generate a relationship with the viewer.
“Home” is a concept that I have visited and revisited countless times and I do not see this
pattern changing anytime soon. As I leave my adventure as a student at The University of
Mississippi, I foresee myself continuing down the same road, traveling away from “home” and
back again in the same way I make trips back and forth to the family farm. As ingrained as these
concepts are in my personal identity, there will always be “no place like home.”
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